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them,	 if	 they	were	 to	be	harmonized	at	all;	 there	was	disagreement	over	how	or	 to	what	
extent	the	tonality	of	plainchant	should	be	distinct	from	“modern”	tonality.	Three	different	
attitudes	on	this	matter	may	be	represented	by	the	methods	discussed	and	compared	in	this	




Chapter	 1	 introduces	 two	 treatises	 that	 were	 published	 in	 1856,	 one	 co-authored	 by	
Niedermeyer	 and	 d’Ortigue,	 the	 other	written	 by	 Gevaert.	 Both	 treatises	 employ	 a	 note-




according	 to	 Lemmens,	 reveals	 the	 melodic	 nature	 of	 plainchant	 melodies.	 Chapter	 3	
discusses	Lemmens’s	unique	view	on	the	harmonic	implications	of	plainchant	melodies.	
	




scholars	 not	 only	 reveals	 the	 issues	 that	 arise	 when	 plainchant	 melodies	 are	 placed	 in	
harmonic	contexts;	it	also	sheds	light	on	the	compositional	language	of	nineteenth-century	
composers	 who	 were	 influenced	 by	 harmonized	 plainchant	 and	 incorporated	 modality	



































and	 for	 the	 time	 spent,	 helping	me	navigate	myself	 through	music	 scholarship.	 I	 see	 this	
dissertation	 as	 a	 culmination	of	 the	 thoughts	 that	were	planted	 in	my	mind	 through	our	
conversations	over	the	years.	A	special	thanks	also	goes	to	Prof.	Hedi	Siegel,	who	has	not	only	












































































































































































































































































realized	 that	 there	 was	 a	 gap	 to	 fill	 in	 the	 narrative	 of	 modality	 and	 the	 type	 of	 modal	
harmony	that	had	developed	in	nineteenth-century	France.		
	
At	 a	 time	 when	 young,	 promising	 French	 musicians	 mostly	 gathered	 to	 study	 at	 Paris	
Conservatoire,	 Fauré	 received	 his	 education	 not	 at	 the	 Conservatoire,	 but	 at	 l’École	
Niedermeyer—a	 school	 that	 was	 established	 with	 the	 purpose	 of	 educating	 church	
musicians.	At	the	Niedermeyer	School,	Fauré	studied	with	Louis	Niedermeyer	himself	who	
was	 an	 authoritative	 figure	 in	 the	 plainchant	 reformation	 that	 was	 taking	 place	 at	 the	
beginning	of	the	nineteenth	century.	With	Niedermeyer,	Fauré	studied	not	only	the	modal	






system	 of	 harmonization	 that	 best	 preserves	 the	 nature	 of	 plainchant—if	 it	 was	 to	 be	








interpretation	 of	 plainchant	 tonality.	 Establishing	 a	 system	 of	 plainchant	 harmonization	





The	 differences	 among	 the	 harmonists’	 understandings	 and	 attitudes	 are	 apparent	
particularly	in	the	questions	of	musica	ficta:	




§ Can	 the	 voices	 other	 than	 the	 main	 melody	 be	 altered	 in	 order	 to	 construct	
progressions	according	to	the	familiar	tonal	conventions?	
	
To	 gain	 a	 greater	 perspective	 on	 this,	 I	 turned	 to	 Fétis’s	 theory	 and	 found	 a	 view	 on	
plainchant	tonality	that	is	clearly	in	contrast	with	that	of	Niedermeyer	and	d’Ortigue.	While	
Niedermeyer	and	d’Ortigue	write	their	harmonization	with	all-white	notes	of	the	keyboard,	











written	 in	 note-against-note	 texture.	 The	 note-against-note	 texture,	 which	 does	 not	
accommodate	 dissonances,	 was	 still	 distant	 in	 character	 from	 the	 harmonic	 language	 of	
Fauré.	I	began	extending	my	research	to	see	how	the	studies	on	plainchant	accompaniment	
were	 carried	 onto	 the	 latter	 part	 of	 the	 nineteenth	 century.	 In	 doing	 so,	 I	 came	 across	 a	
number	 of	 treatises	 that	 were	 published	 from	 the	 end	 of	 the	 nineteenth	 century	 to	 the	
beginning	 of	 the	 twentieth	 century	 and	 saw	 that	 the	 note-against-note	 harmonization	 of	
earlier	treatises	was	criticized	by	the	later	generation	of	harmonists.	
	
By	 the	 end	 of	 the	 nineteenth	 century,	more	 historical	manuscripts	 of	 notated	 plainchant	
were	being	discovered,	and	based	on	such	findings,	the	authors	of	new	generation	claim	that	
it	 is	 truer	 to	 the	 nature	 of	 plainchant	 to	 incorporate	 more	 rhythmic	 activities	 in	 the	
harmonizations.	 The	 addition	 of	 melodic	 decorations	 meant,	 for	 them,	 inclusion	 of	
dissonances.	With	further	research,	I	learned	that	the	pioneer	of	these	newer	methods	was	
a	 Belgian	 harmonist	 named	 Jacques-Nicolas	 Lemmens.	 Through	 his	 harmonizations,	
Lemmens,		aims	to	fuse	plainchant	tonality	and	modern	tonality.	To	find	the	middle	ground	


























Plainchant	 is	 a	 genre	 of	 music	 that	 is	 not	 commonly	 associated	 with	 harmony.	 The	
composition	 of	 plainchant,	 which	 is	 monophonic	 by	 nature,	 predates	 the	 practice	 of	
polyphony	and,	hence,	 the	concept	of	harmony	as	 the	 term	 is	understood	 today.	Because	
plainchant	melodies	were	not	composed	on	the	basis	of	harmony,	attempts	to	harmonize	
them	 present	 intriguing	 conflicts	 between	 the	 principles	 of	 modality	 (originally	 a	
monophonic	concept)	and	tonality.	The	process	of	harmonizing	plainchant	can	result	in	the	
creation	of	a	harmonic	language	that	may	be	referred	to	as	“modal”	harmony.	This	type	of	






The	 use	 of	 the	 organ	 within	 churches	 gradually	 grew	 through	 the	 seventeenth	 and	
eighteenth	 centuries,	 and	 by	 the	 beginning	 of	 the	 nineteenth	 century,	 it	 had	 become	 a	
popular	practice	among	churches	in	France	to	harmonize	plainchant	on	the	organ.	Because	
harmony	 is	 foreign	 to	 the	 traditional	 performance	 practice	 of	 plainchant,	 there	 was	
disagreement	among	nineteenth-century	harmonists	regarding	the	way	in	which	plainchant	
should	 be	 harmonized	 (if	 it	 was	 to	 be	 harmonized	 at	 all).	 A	 number	 of	 treatises	 on	





reflected	 in	 the	 uses	 of	 modality	 in	 some	 of	 their	 compositions.	 Although	 the	 intended	
purpose	of	the	treatises	was	not	to	create	a	new	harmonic	language	for	non-liturgical	use,	
they	nonetheless	 offered	 a	 refreshing	 source	 of	 harmonic	 ideas	 to	 those	 composers	who	




incorporating	modality	 within	 a	 harmonic	 framework	 poses	 a	 challenge.	 The	 process	 of	
uniting	 the	 fundamentally	 different	 entities,	 modal	 melodies	 and	 harmony,	 requires	 a	
harmonist	 to	 determine	 the	 degree	 to	which	 the	modal	 aspects	 of	 plainchant	 should	 be	




on	 plainchant	 harmonization.	 This	 dissertation	 discusses	 and	 compares	 three	 treatises:	
those	by	Louis	Niedermeyer	 and	 Joseph	d’Ortigue,	 François	Gevaert,	 and	 Jacques-Nicolas	
Lemmens.	The	first	chapter	introduces	two	of	the	earlier	treatises,	both	published	in	1856:	
one	 co-authored	 by	 Niedermeyer	 and	 d’Ortigue,	 the	 other	 written	 by	 Gevaert.	 While	
	




chant.	The	 pieces	 analyzed	 by	 Lam	 are	 of	 Eugene	 Gigout	 and	 Alexandre	 Guilmant;	 Gigout	was	 a	






as	 distinctly	 as	 possible	 from	 modern	 tonality.	 Both	 Niedermeyer	 and	 d’Ortigue’s	 and	
Gevaert’s	 treatises	 harmonized	 plainchant	 in	 a	 note-against-note	 setting	 without	 any	
dissonances,	 and	 such	 a	 setting	 was	 criticized	 later	 by	 Jacques-Nicolas	 Lemmens,	 who	
claimed	 that	 plainchant	 should	 be	 harmonized	 more	 fluidly	 with	 dissonances	 and	 freer	
rhythm.	Lemmens’s	method,	published	in	1886,	aims	to	create	a	unity,	or	fusion,	between	




methods	 incorporate	 will	 be	 examined	 based	 on	 the	 accidentals	 that	 they	 permit	 in	























2. François	 Gevaert,	 Méthode	 pour	 l’enseignement	 du	 plain-chant	 et	 la	 manière	 de	
l’accompagner	(1856)	
Gevaert	acknowledges	that	plainchant	is	essentially	diatonic,	which	for	him	means	no	
sharps	 or	 flats.	 However,	 he	 argues	 that	 the	 influence	 of	 harmony	 over	 the	 past	
centuries	has	modified	this	characteristic	of	plainchant	in	a	way	that	includes	the	use	
of	Bf	and	Fs.	Gevaert	justifies	the	use	of	Fs	by	pointing	out	that	“great	composers	of	
the	sixteenth	century,”	particularly	Palestrina,	have	used	 it	 in	 their	 compositions.2	
Because	he	does	not	resist	the	idea	of	conforming	plainchant	harmonizations	to	the	







3. Jacques-Nicolas	 Lemmens,	 Du	 chant	 grégorien	 :	 sa	 mélodie,	 son	 rhythme,	 son	
harmonisation	(1886)	
Lemmens’s	aim	lies	in	creating	plainchant	harmonizations	that	demonstrate	a	unity	
between	modality	and	 tonality.	Modality,	 according	 to	Lemmens,	 is	maintained	by	
restricting	 the	notes	 to	 those	he	believes	are	authentically	part	of	 each	mode:	 the	
“white	 notes”	 plus	 Bf	 and	 Fs.	 To	 create	 the	 sense	 of	 unity	 between	modality	 and	
tonality,	he	harmonizes	modal	melodies	with	familiar	tonal	progressions,	including	
the	V–I	cadence.	Unlike	Gevaert,	Lemmens	permits	V–I	cadences	only	when	they	can	
be	 constructed	without	 using	 accidentals	 other	 than	Bf	 and	Fs	 (as	 is	 the	 case,	 for	





accuracy	 of	 their	 historical	 knowledge,	 are	 often	 dubious.	 This	 is	why	 twentieth-century	





















methods.	What	began	as	 a	humble	attempt	 to	 reform	 the	performance	of	plainchant	had	



























du	 plain-chant,	 comme	 les	 accents	 mondains	 l’ont	 chassé	 de	 nos	 oreilles.	»	 Niedermeyer	 and	
d’Ortigue,	Traité	théorique	et	pratique	de	l’accompagnement	du	plain-chant,	7.	
7	This	and	the	subsequent	translations,	unless	otherwise	noted,	are	my	own.	
8	«	En	 attendant,	 avec	 l’harmonie,	 la	musique	 s’installait	 au	 lutrin.	 L’opéra,	 trop	 à	 l’étroit	 sur	 les	
théâtres,	 rebroussait	 jusque	 dans	 le	 sanctuaire…	 Or,	 en	 ce	 temps-là,	 je	 poursuivais	 la	 longue	 et	
laborieuse	 tâche	 de	 mon	 Dictionnaire	 de	 plain-chant.	 En	 face,	 d’une	 part,	 de	 la	 nomenclature	





view	 regarding	 the	 “tonality”	 of	 plainchant	 evolves	 over	 time.	 His	 encounter	 with	 Louis	






the	 nature	 of	 tonality	 of	 plainchant	 as	 distinctly	 as	 possible	 from	modern	 tonality.	 Their	
approach	was	clearly	in	opposition	with	that	of	those	harmonists,	like	François	Gevaert,	who	










light	 on	 the	 compositional	 language	 of	 nineteenth-century	 French	 composers	 who	 were	
influenced	by	these	studies	and	incorporated	modality	within	their	works.	In	this	chapter,	













at	 some	 point.	 Many	 were	 quick	 to	 blame	 the	 fall	 on	 the	 secularism	 of	 the	
Enlightenment	and	the	ensuing	carnage	wrought	by	the	Revolution.9	




Although	 it	 is	 not	 entirely	 clear	 what	 purpose	 it	 served	 then,	 according	 to	 scholars	 like	
Barbara	Owen	and	Peter	Williams,	the	use	of	the	organ	in	church	is	said	to	have	begun	in	the	







of	 prayers	 during	 processional	 liturgies	 began	 as	 the	 organs	 stopped	 sounding…”	Williams,	 The	
Organ	in	Western	Culture:	750-1250,	72;	“Whether	organs	were	used	liturgically	is	not	clear	from	the	











which	 the	 organ	 accompanied	 the	 voice,	 Potier	 says,	 were	 “rudimentary	 and	 purely	
melodic.” 14 	A	 similar	 description	 is	 found	 in	 Walter	 Hillsman’s	 article	 “Instrumental	
Accompaniment	of	Plain-Chant	in	France	from	the	Late	Eighteenth	Century,”	which	states	
that	 “French	 churches…	 had	 certainly	 enjoyed	 a	 long	 and	 well-developed	 tradition	 of	
liturgical	organ-playing	before	the	nineteenth	century,	but	the	organ	had	been	used	in	France	








12	Potier’s	 l’Art	de	 l’accompagnement	du	chant	grégorien	 contains	a	bibliography	of	 the	plainchant	
harmonizations	published	before	1936	with	Potier’s	commentary	on	each	treatise.	
13	«	Quel	fut	alors	le	rôle	dévolu	à	l’orgue?	Ce	fut	d’abord	et	surtout	un	rôle	de	soliste.	»	Potier,	64.	
















this	 system	 subsisted	 throughout	 the	 seventeenth	 and	 eighteenth	 centuries.	





The	 addition	 of	 a	 harmonic	 dimension	 to	 the	 monophonic	 melodies	 required	 an	
incorporation	of	elements	foreign	to	the	language	of	plainchant.	Many	organists	resorted	to	
application	of	 familiar	 tonal	 conventions	 such	as	V–I	 cadences,	often	 involving	chromatic	
alterations	of	 the	 scale	of	 the	mode.	Amédée	Gastoué,	 a	 student	of	Charles	Bordes	at	 the	
	
18	«	C’est	seulement	en	1829,	à	Paris,	que	l’on	confia	définitivement	à	l’orgue	le	soin	d’accompagner	
toutes	 les	 pièces	 de	 plain-chant	:	 Adrien	 de	 La	 Fage	 (1801–1862)	 introduisit	 le	 premier	 cette	
innovation	à	l’église	St-Etienne-du	Mont	dont	il	était	maître	de	chapelle.	»	Potier,	65.	
19	See	La	Fage’s	response	to	criticism	regarding	his	use	of	organ	to	accompany	plainchant:	«	…	mon	















































in	 the	 middle	 of	 the	 century.	 Of	 the	 earliest	 and	 the	 most	 influential	 ones	 to	 provide	 a	
methodology	was	a	Swiss-born	composer	and	educator,	Louis	Niedermeyer.	Niedermeyer,	
taking	 it	 as	 his	 mission	 to	 educate	 organists	 with	 proper	 knowledge	 of	 the	 nature	 of	
plainchant	melodies,	founded	l'École	Niedermeyer	in	185324	and	published	Traité	théorique	
et	pratique	de	l’accompagnement	du	plain-chant	in	1856	with	Joseph	d’Ortigue	as	co-author.	
His	 teachings	were	also	promoted	 through	his	 articles	printed	 in	La	maîtrise	 :	 journal	de	















l’Institution	 royale	 de	musique	 classique	 et	 religieuse.	After	 its	 decline,	 the	 school	was	 revived	 by	
Niedermeyer	and	was	renamed	Ecole	de	Musique	religieuse	classique.	After	Niedermeyer’s	death,	the	




















distinction.	 Le	 plain-chant	 est	 inharmonique	 par	 la	 tonalité	 moderne…	 Mais	 le	 plain-chant	 est	







27 	«	Ce	 fut	 lorsque	 M.	 Niedermeyer	 m’eut	 démontré	 que	 non-seulement	 le	 plain-chant	 était	














Christensen	 writes,	 “the	 theory	 of	 tonalité	 itself	 was	 developed	 by	 Fétis	 and	 his	









here	may	be	 referred	 to	as	either	 “tonality”	or	 “modality.”	 In	his	writing,	 the	 language	of	
















Choron’s	 concept	 of	 tonalité	 was	 further	 developed	 by	 François-Joseph	 Fétis	 in	 Traité	
complet	de	la	théorie	et	de	la	pratique	de	l’harmonie	contenant	la	doctrine	de	la	science	et	de	
l’art,	published	in	1844.34	In	his	theory,	Fétis	categorizes	tonality	into	four	different	stages	
of	 its	 developmental	 process	 (unitonique,	 transitonique,	 pluritonique,	 and	 omnitonique).	
Plainchant,	Fétis	explains,	 is	“music	of	a	single	key,	unitonic,	which	requires	no	transition	




eh	minor	 fifth	 as	 a	 consonance,	which	had	always	before	been	used	as	 a	dissonance.	Thus,	 tonal	
harmony	 became	 known.”	 («	Monteverde…	 créa	 l’harmonie	 de	 la	 dominante	;	 le	 premier,	 il	 osa	
pratiquer	 la	 septième	 de	 dominante,	 et	 même	 la	 neuvième	 à	 découvert	 et	 sans	 préparation	;	 le	
premier,	 il	 osa	 employer	 comme	 consonance	 la	 quinte	 mineure,	 réputée	 jusqu’alors	 comme	
dissonance	:	et	l’harmonie	tonale	fut	connue.	»)	Choron,	xxviii.	






















ancienne	 from	tonalité	moderne.	 (Fétis’s	use	of	the	term	tonalité	ancienne	 is	equivalent	to	
Choron’s	tonalité	ecclésiastique.)	
	
While	 Fétis	 views	 plainchant	 tonality	 (unitonicity)	 as	 a	 precursor	 to	 “modern”	 tonality	
(transitonicity	and	beyond),	Niedermeyer	and	d’Ortigue	view	plainchant	tonality	as	a	system	
of	its	own,	which	should	be	clearly	distinguished	from	modern	tonality.	In	the	preface	of	their	

















étant	 issue	 d’éléments	 qui	 lui	 étaient	 étrangers	 et	 n’étant	 venue	 que	 plusieurs	 siècles	 après,	 ne	
pouvait	 s’associer	 à	 une	 forme	 de	 chant	 pour	 laquelle	 elle	 n’était	 pas	 faite	;	 qu’en	 conséquence,	
appliquer	rétroactivement	l’harmonie	au	plain-chant,	c’était	non-seulement	accoupler	deux	choses	
disparates,	mais	les	détruire	l’une	par	l’autre,	puisque	l’une	et	l’autre	reposent	sur	deux	ordres	de	






Prior	 to	 examining	 the	 details	 of	 Niedermeyer	 and	 d’Ortigue’s	 method	 of	 plainchant	
harmonization,	it	should	be	noted	that	their	method	adopts	the	Carolingian	system	of	eight	
modes	 (Example	 1.1),	 the	 system	 which	 had	 been	 standardized	 through	 the	 plainchant	
reformation.37	In	this	system,	the	eight	modes	are	grouped	into	four	sets	of	two,	each	pair	
having	a	common	final.	The	 final	of	 the	 first	and	second	modes	 is	D,	 the	 third	and	 fourth	
modes	E,	the	fifth	and	sixth	modes	F,	and	the	seventh	and	eighth	modes	G.	The	modes	with	
odd	 numbers	 are	 “authentic”	 modes	 and	 those	 with	 even	 numbers	 are	 “plagal”	 modes.	
Although	 they	 do	 not	 mention	 Heinrich	 Glarean,	 the	 author	 of	 Dodecachordon	 (1547),	
Niedermeyer	and	d’Ortigue	acknowledge	that	“certain	theorists”38	in	the	past	have	admitted	
twelve	or	fourteen	modes	and	they	provide	their	views	on	the	reason	why	the	church	has	









37 	They	 explain	 that	 St.	 Gregory	 the	 Great,	 developed	 the	 system	 of	 eight	 modes	 based	 on	 the	
Ambrosian	system	of	four	modes.	By	adding	the	plagal	forms	St.	Gregory	enlarged	the	vocal	compass,	
“because	the	large	number	of	melodies	which	had	been	introduced	into	the	church	for	two	centuries	
exceeded	 the	 limits	within	which	St.	Ambrose	practically	had	confined	 the	voices	of	 the	 faithful.”	
(«	[À]	cause	du	grand	nombre	de	cantilènes	qui	s’étaient	introduites	dans	l’Église	depuis	deux	cents	















































44 	The	 authors	 clarify	 that	 the	 identification	 of	 a	 mode	 is	 not	 entirely	 dependent	 on	 its	 scalar	
construction;	 otherwise,	 there	 would	 be	 no	 difference	 between	 Mode	 1	 and	 Mode	 8.	 “What	
distinguishes	one	mode	from	another	is	the	position	of	the	final	and	dominant,	the	two	modal	notes,	










Ce n'est pas seulement dans le premier mode qu'intervient
fréquemment le si bémol; c'est aussi dans le second, le cin-
quième et le sixième. En comparant de la même manière ces
trois derniers modes aux dixième, treizième et quatorzième,
on verra qu'avec le si bémol il n'existe aucune différenceentre
ceux qu'on assimile ainsi, si ce n'est par le point de départ, et
qu'on est en droit d'appeler le dixième, second in A, l trei-
zième, cinquième in C, et le quatorzième, sixième in C. Voilà
pourquoi l'Église a bien fait de simplifier le plain-chant en
supprimant les quatre derniers odes, bien que nous ne
devions pas perdre de vue que, pour que la ressemblance fût
parfaite, il faudrait que, dans les premier, second, cinquième
et sixième modes, le si fût toujours bémol, tandis qu'il ne doit
l'être qu'accidentellem nt.
Nous avons expliqué, aussi clairement et aussi brièv ment
qu'il nous a été possible, la théorie de la réduction des modes,
qui n'a aucun rapport avec ce qu'on appelle la transposition des
modes.
On transpose des pièces appartenant à divers modes comme
on transpos un morceau quelconque de musique au grave ou
à l'aigu pour se conformer au diapason des voix. L'essentiel,
pour la transposition des modes, est de maintenir rigoureuse-
ment, dans le ton adopté, l'échelle du mode qu'on veut trans-
poser. La transposition est la permanence du mode, quel que
soit le ton ou point de départ. En un mot, la réduction des
modes se fait toujours à la quinte inférieure, et la transpo-
sition des modes se fait au degré où l'on veut. Nous donne-




to	simplify	plainchant	by	suppressing	 the	 last	 four	modes.”47	While	 this	eight-fold	system	
was	the	most	commonly	adopted	system	among	the	theorists	of	chant	reformation,	it	was	





In	 order	 to	maintain	 the	 integrity	 of	 plainchant	 tonality	 and	 create	 harmonizations	 that	







5. The	 laws	 that	 govern	 plainchant	 melody	 must	 be	 observed	 in	 each	 of	 the	
accompanying	voices;	





n’est	 par	 le	 point	 de	 départ…	 Voilà	 pourquoi	 l’Église	 a	 bien	 fait	 de	 simplifier	 le	 plain-chant	 en	
supprimant	les	quatre	derniers	modes…	»	Niedermeyer	and	d’Ortigue,	27.	
48	«	1o	L’emploi	exclusif,	dans	chaque	mode,	des	sons	de	l’échelle	;	2o	L’emploi	fréquent	dans	chaque	








models,	 which	 are	 formulated	 in	 respect	 to	 the	 characteristics	 of	 the	 particular	 mode.	
Formation	 of	 cadences	 proper	 to	 ecclesiastical	 tonality	was	 an	 important	 aspect	 of	 their	
method	because,	the	authors	say,		















































































54 	«	 [L]es	 organistes,	 obéissant	 pour	 ainsi	 dire	 à	des	 habitudes	 manuelles,	 contractées	 dans	 la	






the	 notes	 from	 the	 scale	 of	 the	mode.	 Niedermeyer	 and	 d’Ortigue	 argue	 that,	 because	 a	
harmony	 should	 be	 a	 representation	 of	 four	 well-composed	 melodies	 sounded	 simul-
taneously,	it	would	be	absurd	for	those	melodies	to	be	composed	of	different	scales;	because	
Cs	 is	 a	non-diatonic	 tone,	 the	use	of	 it	 in	a	harmonization	of	Mode	1	or	2	would	 imply	a	














57 	«	C'est	 par	 l'assimilation	 qu'on	 a	 trop	 souvent	 faite	 des	 cadences	 finales	 du	 plain-chant	 aux	













those	 [melodies]	 which	 provide	 the	 customary	 cadences	 of	 the	 first	 mode,”60 	we	 see	 in	
Harmonic	Cadence	5	(Example	1.5)	a	leap	from	G	to	D	in	the	bass,	which	is	not	one	of	the	
melodic	 cadences	 listed	 in	 Example	 1.4.	 Niedermeyer	 and	 d’Ortigue	 do	 not	 provide	 any	





















tonality.	 This	 perspective	 of	 Fétis	 strikes	 a	 chord	 with	 François	 Gevaert’s	 approach	 to	





























Adopting	 this	point,	 let	us	examine	 that	 it	 is	 the	harmonic	combination	which	will	
preserve	 the	 better	 to	 the	 plainchant	 its	 proper	 characteristic	 and	 its	 tonalité	
antique.64	
	
















































avoidance	 of	 inverted	 triads.	 Gevaert	 limits	 his	 harmonization	 almost	 entirely	 to	 root-
position	 triads	 because	 he	 believes	 that	 a	 triad	 is	 in	 its	 simplest	 form	when	 it	 is	 in	 root	
position	and	that	root-position	triads	reflect	the	simple	nature	of	plainchant.	Following	this	
idea,	 Gevaert	 claims	 that	 a	 triad	 should	 be	 used	 in	 its	 root	 position	 when	 harmonizing	























The	question	of	whether	or	not	 to	 incorporate	 sharps	 in	plainchant	harmonization,	or	 to	























The	 term	musique	 feinte	 (French	 translation	 of	musica	 ficta),	 also	 appears	 in	d’Ortigue’s	





Despite	 their	 awareness	 of	 the	 convention	 of	musica	 ficta,	 Niedermeyer	 and	 d’Ortigue	
maintains	a	diatonic	system	which	admits	no	accidentals	other	than	Bf.	The	authors	explain	
their	perspective	as	follows:	























Gevaert,	 on	 the	 contrary,	 argues	 that	 an	 addition	 of	 a	 sharp	 to	 plainchant	 is	 actually	
necessary	in	certain	situations.	He	claims	that	the	influence	of	harmonized	music	had	already	
modified	 the	characteristic	of	plainchant	by	 the	sixteenth	century,	 and	 that	 the	nature	of	
















aucune	 altération.	 Mais	 depuis	 plusieurs	 siècles	 l’influence	 de	 la	musique	 harmonisée	 a	modifié	











































Modes	 7	 and	 8	 by	 referencing	 a	 certain	 statement	 by	 Guido	 d’Arezzo,	 which	 is	 often	
interpreted	 in	 a	 dubious	 and	 arguable	 way.”80 	The	 statement	 in	 question	 is	 taken	 from	









sur	 un	 texte	 de	 Guido	 d'Arezzo,	 dont	 l'interprétation	 est	 d'ailleurs	 douteuse	 et	 contestée.	»	
Niedermeyer	and	d’Ortigue,	87.	
81	«	Si	vous	voulez	faire	entendre	pleinement	le	fa	naturel	sur	[la	mélodie	suivante],	 il	n’y	a	aucun	




While	Niedermeyer	 and	d’Ortigue	 interprets	 this	 figure	 as	 shown	 in	Example	1.11,	Warren	Babb	












































use	 of	 Fn	 in	 the	melodic	 cadence	G–F–G:	 “this	 statement	 [of	 Guido]	 seems	 to	 sustain	 the	
opinion	of	those	who	repudiate	with	us	the	use	of	Fs	as	an	alteration	of	the	tonality,	rather	
than	of	those	who	permit	its	use	for	the	sake	of	smoothness.”86	They	criticize	those	musicians	






favorable	à	 l’opinion	de	ceux	qui	comme	nous,	 repoussent	 le	 fa	dièse	comme	une	altération	de	 la	
tonalité,	qu’à	l’opinion	de	ceux	qui	l’admettent	comme	adoucissement.	»	Niedermeyer	and	d’Ortigue,	
87–88.	
87 	«	Quant	 à	 nous,	 nous	 déclarons	 que	 c’est	 violer	 les	 lois	 fondamentales	 du	 plain-chant	 que	
d’employer	le	fa	dièse	dans	certaines	cadences,	et	nous	n’hésitons	pas	à	dire	que	les	partisans	de	cette	
prétendue	 euphonie	 sont	 ceux	 dont	 les	 organes	 émoussés	 par	 les	 impressions	 efféminées	 de	 la	






ceased	 to	 be	 accustomed	 by	modernized	 plainchant.”	 («	Il	 est	 bien	 le	 type	 du	 mode	 mixolidien.	
L’analyse	 de	 ses	 formules	 éloigne	 toute	 idée	 du	 fa	 dièse…	 Nous	 ne	 craignons	 pas	 d’ajouter,	 car	
personne	assurément	n’y	contredira,	que	malgré	l’absence	du	fa	dièse,	ou	plutôt	grâce	à	cette	absence,	
elles	 ont	 conservé	 un	 grand	 caractère	 de	 noblesse	 auquel	 le	 plain-chant	modernisé	 avait	 depuis	










do	 not	 include	 any	 direct	 nor	 indirect	 B–F	 tritone	 relationship	 that	 would	 cause	 the	












90 	«	…	 à	 altérer	 le	 7e	 mode	 par	 l’adjonction	 du	 dièse	 au	 fa,	 sans	 s’apercevoir	 que	 ce	mode,	 ainsi	




Accompagnement du n° 2. |
Exemple tiré de la prose Lauda Sion :
Accompagnement du n° 3.




Accompagnement du n° 2. |
Exemple tiré de la prose Lauda Sion :
Accompagnement du n° 3.













fact,	 Gigout’s	 version	 includes	 incomplete	 neighboring	 tones	 Bf	 and	 G	 (marked	with	 red	
arrows),	which	break	up	the	tritone	A–Ef.	Gigout	notes	that	this	melody	was	taken	from	the	
Reims	et	Cambrai	edition	of	Graduale	(Example	1.14),	in	which	we	see	the	same	incomplete	
neighboring	 figures	 that	 is	 used	 in	 Gigout’s	 harmonization.	 Compare	 this	 to	 the	way	 the	
melody	appears	in	the	1896	edition	of	Liber	Usualis	shown	in	Example	1.15,	which	sets	the	






Mode	 7	 is	 likely	 associated	 with	 the	 different	 editions	 of	 chant	 books	 that	 were	 being	
























Example	 1.16	 shows	 the	 melodic	 cadences	 of	 Modes	 3	 and	 4,	 and	 Example	 1.17	 shows	








			a.		 	 	 	 				b.	 	 	 	 							 		d.	
					 						 	

















Compare	Niedermeyer	 and	d’Ortigue’s	Cadence	1	 (Example	1.17a)	 to	Gevaert’s	 harmoni-
zation	of	the	same	melodic	cadence	(Cadence	1	in	Example	1.18).97	Like	Niedermeyer	and	
d’Ortigue’s	Cadence	1,	Gevaert’s	Cadence	1	uses	a	D	minor	chord	to	support	the	tone	F	of	the	





















to	 consider	 this	 E	 as	 the	 dominant	 of	 the	 key	 of	 A	minor,	 and	 consequently	 have	




















words:	A	minor	or	G,	and	under	Mode	4:	A	minor	 ending	upon	 the	dominant.”	 («	En	 sorte	que	 les	
mélodies	de	ces	troisième	et	quatrième	modes	devenaient	des	morceaux	quelconques	dans	notre	ton	











root-position	 triad	 is	 best	 suited	 for	 the	 harmonization	 of	 plainchant.	 Following	 this	




























of	 Modes	 3	 and	 4	 (Example	 1.19). 102 	Niedermeyer	 and	 d’Ortigue’s	 harmonization	 and	
Gevaert’s	harmonization	of	this	melody	are	shown	in	Examples	1.20	and	1.21	respectively.	I	
have	marked	and	numbered	the	structural	cadences	in	these	examples;	the	cadences	labeled	








102	During	 the	Middle	 Ages	 it	was	widely	 believed	 that	 St.	 Ambrose	 and	 St.	 Augustine	 composed	
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where	 the	melody	 ends	 on	 the	 tone	Gn,	 Gevaert	 creates	 a	 cadence	with	 a	G	major	 chord	
instead	of	 an	E	major	 (or	E	minor)	 chord.	The	G	major	 chord	used	 in	 such	 cadences	 are	
preceded	 by	 a	 D	major	 chord,	which	 appears	 to	 function	 as	 an	 applied	 dominant	 in	 the	
modern	sense.	The	use	of	a	D	major	chord	requires	an	alteration	of	the	note	above	the	final	












In	Niedermeyer	 and	d’Ortigue’s	 approach,	 the	 characteristic	 of	Modes	3	 and	4	 foreign	 to	
major-minor	 scales	 (i.e.,	 the	 half	 step	 relationship	 between	 1	 and	 2)	 is	 emphasized	 to	


























Following	 the	 works	 of	 mid-nineteenth-century	 authors,	 the	 interest	 among	 scholars	 in	
developing	a	method	of	plainchant	harmonization	continued	to	grow	into	the	latter	half	of	
the	century.	While	earlier	studies	aimed	to	establish	plainchant	tonality	as	a	system	that	is	






The	 general	 shift	 of	 focus	 within	 studies	 of	 plainchant	 harmonization	 can	 be	 seen	
represented	 in	 the	works	 of	 Jacques-Nicolas	 Lemmens,	 a	 Belgian	 organist,	 educator,	 and	
composer	who	was	appointed	as	an	organ	professor	at	the	Conservatoire	royal	de	Bruxelles	
in	1848.	In	1879,	he	founded	l’École	de	musique	religieuse	at	the	request	of	Belgian	bishops;	
the	 school	 was	 later	 renamed	 Lemmensinstituut.	 At	 the	 Conservatoire,	 Lemmens	 taught	




settings;	 however,	 we	 see	 in	 his	 publications	 from	 the	 1880s	 that	 Lemmens’s	 style	 of	
harmonization	underwent	a	transformation	within	the	thirty-year	time	period.	In	his	new	






feeling	 of	 tonality.	One	must,	 therefore,	 take	 into	 account	 this	 state	 of	 affairs,	 and	
reconcile	tonality	with	modality.109	
	
Louis	 Niedermeyer	 and	 Joseph	 d’Ortigue,	 in	 their	 treatise,	 expressed	 the	 importance	 of	
establishing	 an	 appropriate	 harmonic	 language	 to	 embody	 the	 tonality	 of	 plainchant	
melodies,	which	 they	 referred	 to	 as	 tonalité	 ecclésiastique.	 It	 was	 important	 for	 them	 to	
clearly	 distinguish	 this	 tonalité	 ecclésiastique	 from	 tonalité	moderne.	The	 authors	 viewed	








its	 focus	on	 the	 tonality	and	pitch	content	of	plainchant.	However,	 such	setting	was	 later	
criticized	by	harmonists	 like	Lemmens	 for	 its	 lack	of	ability	 to	demonstrate	 the	rhythmic	
	















110 	Gabriel	 Fauré	 defends	 his	 former	 teacher	 as	 follows:	 “Niedermeyer	 is	 criticized	 for	 his	 note-
against-note	accompaniment;	but	one	does	not	take	into	account	that	at	the	time	of	the	appearance	
of	his	Traité	de	Plain-Chant,	 in	1856,	plainchant	was	 sung	very	 slowly	everywhere,	 in	equal	note	
values.”	(«	On	fait	grief	à	Niedermeyer	de	son	accompagnement	note	contre	note;	mais	on	ne	tient	
pas	compte	qu'à	l'époque	de	l'apparition	de	son	Traité	de	Plain-Chant,	en	1856,	on	chantait	partout	























Melody	must	 play	 a	 greater	 role	 in	 Catholic	 art,	 for	 the	 reason	 that	 the	 outward	









By	 “modality,”	 Lemmens	 means	 “observance	 of	 the	 scale	 of	 a	 mode,” 116 	and	 the	 term	






















animent	 to	 be	musical,	 according	 to	 Lemmens,	 harmonization	must	 reflect	 the	 rhythmic	
characteristics	of	the	melody	and	incorporate	diatonic	dissonances	where	appropriate.119		
	
The	 creation	 of	 the	 new	 style,	 in	 Lemmens’s	 view,	 thus	 entailed	 problematization	 of	 the	
following	two	aspects:	first,	the	note-against-note	texture,	for	its	lack	of	rhythmic	variety	and	
structure;	and	second,	the	exclusive	use	of	consonant	harmonies.	Following	is	Lemmens’s	




3.	 the	 accompaniment	 must	 share	 the	 expressive	 and	 rhythmic	 character	 of	 the	
melody;	

































121 	«	M.	 Lemmens	 a	 su	 encadrer,	 pour	 ainsi	 dire,	 le	 génie	 moderne	 dans	 les	 formes	 anciennes,	





123 	«	Ce	 système	 avait	 pour	 règles	 principales	:	 a)	 l’emploi	 exclusif	 des	 accords	 consonants	;	 b)	
l’accompagnement	 en	 accord	plaqués	 à	4	parties,	 contrepoint	de	note	 contre	note	;	 c)	 l’exclusion	
absolue	de	toute	note	étrangère	aux	modes	des	chants	accompagnés.	Nous	faisons	humblement	notre	
mea	 culpa…	Nous	 rejetons	 la	 première	 des	 trois	 règles	 indiquées	 plus	 haut	;	 la	 seconde,	 nous	 la	









wants	 to	 learn	 the	art	of	writing,	will	always	be,	 in	practice,	 the	very	antithesis	of	
musical	taste.124		
	
More	 than	 three	 decades	 after	 the	 publication	 of	 his	 work	 in	 Nouveau	 journal	 d’orgue,	
Lemmens’s	 treatise	Du	 chant	 grégorien:	 sa	mélodie,	 son	 rhythme,	 son	 harmonisation,	was	
posthumously	 published	 in	 1886. 125 	Although	 this	 treatise	 itself	 does	 not	 include	 any	





















































an	 international	 conference	held	 in	Paris	 in	 1860.	The	 conference,	 titled	Congrès	 pour	 la	
restoration	 du	 plain-chant	 et	 de	 la	 musique	 d’église,	was	 proposed	 by	 d’Ortigue	 for	 the	
purpose	of	discussing	the	state	of	plainchant	scholarship	and	practice,	and	it	was	attended	
by	the	leading	plainchant	scholars	and	clerics	from	both	France	and	Belgium.	According	to	
Thomas	Christensen,	at	 the	Congrès,	 “there	was	unanimity	expressed	 that	 ‘[instructional]	
methods	be	adopted	in	the	seminaries	that	take	into	account	the	nature	of	plainchant,	 its	




















of	 the	 first	 witnesses	 to	 the	 Gregorian	 experiments	 attempted	 by	 the	 monks,’	 Guéranger	 had	
Shironishi,	Plainchant	Accompaniment	and	Modal	Harmony																																																																	 													Chapter	2	
 69	
Bergeron	 notes	 that	 Gontier’s	 “ideas	 formed	 an	 important	 starting	 point	 for	 the	 work	
completed	by	the	next	generation	of	scholars	at	the	monastery.”133	
	
Gontier’s	 treatise	was	unique	among	published	works	on	plainchant	at	 the	time	 in	that	 it	
brought	 the	 issue	of	 rhythm	 to	 the	 fore.	 Its	 first	 chapter	opens	with	 a	question,	 “what	 is	
plainchant?”	 («	qu’est-ce	 que	 le	 plain-chant?	»),	 and	 proceeds	 to	 answer,	 “plainchant	 is	 a	
tempered	recitation	whose	notes	have	an	 indeterminate	value	and	whose	essentially	 free	
rhythm	 is	 that	 of	 speech.”134	D’Ortigue	 recognized	 the	 importance	 of	 Gontier’s	work	 and	




































largely	provided	 for	 this	need.	 In	1860	Pothier	was	assigned	by	Guéranger	 to	 assist	Paul	
Jausions	with	the	task	of	preparing	a	new	edition	of	liturgical	chant	books.	After	Jausions's	
death,	 Pothier	 completed	 and	 published	 the	whole	work	 himself;	 the	 first	 part,	Mélodies	



























Although	 scholars	have	not	been	able	 to	point	 to	 an	 exact	moment	 in	history,	 the	use	of	
neumes	is	thought	to	have	begun	in	the	eighth	or	ninth	century.	In	Pothier’s	table	(Figure	
2.1),	 the	oldest	 form	of	neumes	is	 listed	 in	a	row	labeled	“VIIIe	et	 IXe”	centuries;	 this	row	
shows	 neumes	 in	 what	 may	 be	 referred	 to	 as	 the	 “chirographic”	 style	 derived	 from	
grammarian	 accent	marks.	 The	 evolution	 toward	 square	 notation	 began	 in	 the	 eleventh	
















parfois	 insuffisante	 pour	 traduire	 les	 neumes…	 [V]oici	 qu’approche	 le	moment	 de	 la	 destruction	
complète	du	chant	grégorien.	Par	la	perte	totale	de	leur	rhythme	et	de	leur	valeur	temporaire,	les	












Romanus:	 “[r]emarkably,	 of	 all	 the	 semiographical	 modifications,	 only	 that	 of	 Romanus	
indicated	 the	 nuances	 of	 Gregorian	 rhythm.”142	However,	 he	 adds	 that	 no	 single	 style	 of	
neume	is	sufficient	in	representing	plainchant	properly:		
All	of	these	notations	could	not	prevent	the	total	ruin	of	Gregorian	rhythm,	and	to	try	




































We	 can	 see	 Lemmens’s	 application	 of	 this	 interpretation	 of	 neumes	 in	 his	 Salve	 Regina	
setting	of	1884	(Example	2.2,	p.	67).	A	comparison	of	the	1884	setting	to	the	square	notation	
of	Example	2.3,	p.	67)	suggests	that	the	F–E–D	line	set	to	the	syllable	“-gi-,”	in	m.	2,	shows	
Lemmens’s	 interpretation	 of	 a	 climacus	 (Example	 2.6).	 Lemmens,	 in	 the	 1884	 version,	
represents	the	rhythm	of	this	F–E–D	line	with	two	eighth	notes	followed	by	a	quarter	note	
(Example	 2.7a).	 The	 D,	 in	 this	 setting,	 having	 the	 longest	 note	 value,	 receives	 the	 most	
emphasis	 in	 this	 melodic	 fragment,	 which	 is	 the	 opposite	 of	 the	 way	 Lemmens	 set	 this	
	
147	Lemmens,	78.	Here	Lemmens	is	referring	to	a	statement	by	Guido	in	Micrologus,	Chapter	XV,	which	





The	 following	 is	 Lemmens’s	 French	 translation	 of	 Guido:	 “…un	 ou	 plusieurs	 neumes	 font	 une	
distinction,	c’est-à-dire	(une	période	musicale,	après	laquelle	vient)	l’endroit	propre	à	la	respiration…	
La	tenue,	c’est-à-dire	l’allongement	de	la	dernière	note,	est	très	faible	à	la	fin	d’une	syllabe,	plus	forte	







half	 note	 followed	 by	 two	 quarter	 notes	 E–D.	 We	 may	 speculate	 that	 Lemmens	 gained	

































2.9.	According	 to	Lemmens,	 a	quilisma	 is	often	performed	 in	a	way	 that	 each	note	of	 the	
double-neighbor	figure	is	given	a	“real”	value	(a	value	equal	to	that	of	the	tone	it	decorates),	
as	shown	in	Example	2.10.	He	says	this	way	of	performing	a	quilisma	follows	Guido’s	idea	
that	 “in	 execution	 of	quilisma,	which	 he	 calls	 tremula,	 the	movement	 can	 be	 delayed.”152	
Lemmens	adds	that	a	regular	quilisma	can	also	be	simplified	to	a	three-note	stepwise	ascent,	
as	shown	in	Example	2.11;	the	asterisk	(added	by	Lemmens),	placed	above	the	B,	indicates	































which	Viderunt	omnes	appears	 in	chirographic	neume	notation,	 is	 l’Antiphoniare	de	Saint-
Gall,	published	by	Lambiotte	in	1851;	it	is	shown	in	Figure	2.2	(I	have	underlined	the	two	
quilismas	in	red).	According	to	Lemmens,	the	combination	of	quilismas	in	this	passage	should	


















































We	 can	 see	 Lemmens’s	 use	 of	melodic	 decorations	within	 the	 1884	 version	 of	 his	 Salve	
Regina	harmonization	(Example	2.2,	p.	67).	Consulting	the	neume	notation	of	Example	2.3	







158 	«	Le	 chant	 de	 saint	 Grégoire	 lui-même	 est	 rempli	 de	 dissonances	:	 notes	 de	 passage,—
appoggiatures,—portamenti.	En	les	éliminant	du	plain-chant	moderne,	on	en	fait	disparaître	la	vie,	et,	



















the	 scandicus	 flexus	 figure	 (Example	 2.14a).	 A	 scandicus	 flexus	 is	 an	 elaborated	 form	 of	






















with	a	C	major	and	a	D	minor	chord;	 this	cadence	 is	 identical	 to	one	of	Niedermeyer	and	
d’Ortigue’s	Mode	1	cadences	we	have	seen	in	Chapter	1	(reproduced	here	as	Example	2.16).	
The	E–D	cadence	 in	the	1884	version	(Example	2.14b),	on	the	other	hand,	 is	harmonized	















cadence	(i.e.,	 it	 is	counterpointed	by	the	bass	 line	D–E–D	in	the	style	of	Niedermeyer	and	
d’Ortigue),	and	this	is	followed	by	the	harmonic,	plagal	cadence.	Interestingly,	Lemmens	sets	
the	syllable	“di-,”	of	“misericórdiae,”	after	the	melodic	cadence	D–C–D	has	already	concluded;	
perhaps	 this	 is	 intended	 to	 indicate	 the	 G	minor–D	minor	 progression	 as	 the	 structural	




















































82 A Complies. 
c .. 
• 
0- ra pro no- bis De- urn, aile-
1 I 6h-•-=--....,llf-------•'- - . ... . :: 
hi- ia . 
y. Gaude et lreta.re Virgo l\Iaria, alleluia. 
Jil. Quia surrexit Dominus vere, a lleluia. 
Orcmus. Oraison. 
DEus, qui per resnrrectionem Filii lui Domini noslri Jest!' Christi mundum lretificare dignatus es : prresta. qmcsumus; 
ut pe r ejus Genitricem Virginem Mariam perpelure capiamns1 
gaudia vitre. Per et'undem Christum Diium nostrum. IY· Amen. 
, De La Trinild d l' A Pent. 
c 
• II ra , •• :r. ,. 
Al- ve Re- gi- na, 
. . . = • • • mater mi-se-ricortl i-
.II' J_ 
re ' 
Vi- ta, dulcc- do, et spes nostra, sal- ve. Ad te 
• • clama-mus, exsu-l es, fi-li- i He- v::c. Ad te suspi-ra-mus, 
c 
-----;--- • • i•. • I • = . r- = , •••• II ·= • 
gemenles et fl en- tcs in hac lacrima-rum val- le. E- ia 
•• 
advo-c:l.- ta nostra, illos lu- os mi-se-ri-c<>r-
• II • • • = ,.. . . • • • • T 
Et. J esnm, henc-rll-des ocn-los ad nos con-vcr- tc. 
• r- • , 
Antiennes a Ia sainte Vierge. 83 
iiiO I 
= , .. = , .. II • • •1§-t: • • ·= • • • 
os-tcnde. 0 clc- mens, 0 pi- a, 0 dul-
. 
I 
cis Virgo l\Ia-ri- a. 
y. Ora pt•o nohis sanc ta Dei Genilrix. 
Ut digni e fllciamur promissionibus Christi. 
Oremus. Oraison. 
sempitcrnc Deus, qui glori<',sm Vlt·ginis 1\fatris 
l\larlm cOt·pus e t ;\nimam, ut dignum Filii tui hahitaculum 
cffici meret·ctm·, Spirilu Sancto cooperantc, pt•w.padsti : rla, ut 
cnjns commemOt·ati6ne lrct;\mm·,, ejns _pia ah in-
stantibus malis ct a mortc perpetua ltbm·cmut·. Per cumdcm 
Christurn Do minum nostrum. IY· Amen. 
y. Divinum aux ilium maneat semper nohlscum. Jil. Amen . 
On dit ensuitc tout bas Pater noster, A vc Maria, el Credo. 
On dit a.insi Complies prndant tonle L'annt!t• , e.\'t' t'f l lt! l<'s trois 
derniers jours de La Semaine sainte, et de: l'drJUes. 
Les memes Antiennes a la sainte Vierge. 
Ton simple. 
II. . II I I • • • • I • • I • • • • J 
A L-ma Redemp oris Mater, qum pcn'i- a cm-li Por-
• • • • I • • • • I I •• • 
ta manes, e l s tella maris, succt'1rre cadcnti , S1'u·gere qui 
• . l:;r· I I I • • • • I • I 
I I • I I I 
curat, p6pulo : tu qme genu- is ti , Nalt'mt mi-r:inl<!, lu-mn 
.... • • • J 
sanctum Geni-lo-rem, Virgo pri-us ac posle-ri- us, Gabri- e-
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hi- ia . 
y. Gaude et lreta.re Virgo l\Iaria, alleluia. 
Jil. Quia surrexit Dominus vere, a lleluia. 
Orcmus. Oraison. 
DEus, qui per resnrrectionem Filii lui Domini noslri Jest!' Christi mundum lretificare dignatus es : prresta. qmcsumus; 
ut pe r ejus Genitricem Virginem Mariam perpelure capiamns1 
gaudia vitre. Per et'undem Christum Diium nostrum. IY· Amen. 
, De La Trinild d l' A Pent. 
c 
• II ra , •• :r. ,. 
Al- ve Re- gi- na, 
. . . = • • • mater mi-se-ricortl i-
.II' J_ 
re ' 
Vi- ta, dulcc- d , et spes nostra, sal- ve. Ad te 
• • clama-mus, exsu-l es, fi-li- i He- v::c. Ad te suspi-ra-mus, 
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-----;--- • • i•. • I • = . r- = , •••• II ·= • 
gemenles et fl en- t s in hac lacrima-rum val- le. E- ia 
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y. Divinum aux ilium maneat semper nohlscum. Jil. Amen . 
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Ton simple. 
II. . II I I • • • • I • • I • • • • J 
A L-ma Redemptoris Mater, qum pcn'i- a cm-li Por-
• • • • I • • • • I I •• • 
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I I • I I I 
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• • clama-mus, exsu-l es, fi-li- i He- v::c. Ad te suspi-ra-mus, 
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-----;--- • • i•. • I • = . r- = , •••• II ·= • 
gemenles et fl en- tcs in hac lacrima-rum val- le. E- ia 
•• 
advo-c:l.- ta nostra, illos lu- os mi-se-ri-c<>r-
• II • • • = ,.. . . •• • • T 
Et. J esnm, henc-rll-des ocn-los ad nos con-vcr- tc. 
• r- • , 
Antiennes a Ia sainte Vierge. 83 
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os-tcnde. 0 clc- mens, 0 pi- a, 0 dul-
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sempitcrnc Deus, qui glori<',sm Vlt·ginis 1\fatris 
l\larlm cOt·pus e t ;\nimam, ut dignum Filii tui hahitaculum 
cffici meret·ctm·, Spirilu Sancto cooperantc, pt•w.padsti : rla, ut 
cnjns commemOt·ati6ne lrct;\mm·,, ejns _pia ah in-
stantibus malis ct a mortc perpetua ltbm·cmut·. Per cumdcm 
Christurn Do minum nostrum. IY· Amen. 
y. Divinum aux ilium maneat semper nohlscum. Jil. Amen . 
On dit ensuitc tout b s Pater noster, A vc Maria, el Credo. 
On dit a.insi Complies prndant tonle L'annt!t• , e.\'t' t'f l lt! l<'s trois 
derniers jours de La Semaine sainte, et de: l'drJUes. 
Les memes Antiennes a la sainte Vierge. 
Ton simple. 
II. . II I I • • • • I • • I • • • • J 
A L-ma Redemptoris Mater, qum pcn'i- a cm-li Por-
• • • • I • • • • I I •• • 
ta manes, e l s tella maris, succt'1rre cadcnti , S1'u·gere qui 
• .l:;r· I I I • • • • I • I 
I I • I I I 
curat, p6pulo : tu qme genu- is ti , Nalt'mt mi-r:inl<!, lu-mn 
.... • • • J 









the	harmonization	of	Cadence	3	 (Example	2.18),	 he	uses	 a	quarter	note	 followed	by	 two	
eighth	notes	to	set	the	syllable	“E-.”	The	reason	for	this	inconsistency	is	unclear;	it	is	possible	
























be	 a	 first-inversion	 E	 diminished	 chord.	 The	 E	 diminished	 chord	 in	 Cadence	 3	 may	 be	





relationship	with	the	Bf	 that	 is	held	 in	the	alto	voice.	Lemmens	believes	that	dissonances	
should	not	be	forbidden	within	plainchant	harmonization,	because	without	dissonances	“the	
harmony	 would	 be	 bland,	 heavy,	 gawky,	 and	 not	 interesting.”163  He	 allows	 the	 use	 of	 a	
dissonant	 chord	 so	 long	 as	 it	 is	 constructed	 diatonically:	 “any	 combination	 of	 the	 seven	
natural	notes	of	 the	scale,	producing	a	chord	that	 the	ear	approves,	 is	 therefore	good.”164	
	
162 	Lemmens’s	 1884	 harmonization	 of	 the	 D–C–D	 melodic	 cadence	 is	 comparable	 to	 the	













seventh	created	between	 the	E	 in	 the	bass	and	 the	D	 in	 the	melody.	The	D	 is	a	prepared	







suspension	 (7–6),	 even	 though	 a	 fifth	 accompanies	 the	 seventh.	 The	 A	 major	 dominant	



































are	 natural.”168 	According	 to	 Lemmens,	 there	 are	 three	 types	 of	 natural	 dissonance	 (see	
Example	2.23)169:	the	first,	labelled	1e	dissonance	naturelle,	is	a	dominant	seventh	chord	in	
root	 position	 (G–B–D–F);	 the	 second	 and	 third	 are	 altered	 forms	 of	 the	 first.	 Although	
Lemmens	does	not	precisely	explain	what	 type	of	alteration	 is	 involved	 in	producing	 the	



































which	 is	 identical	 to	 Lemmens’s	 2e	 dissonance	 naturelle.	 Fétis	 explains	 that	 this	 half-
diminished	seventh	chord	is	the	“same	chord	as	the	preceding	with	a	substituted	note,”	i.e.,	
an	altered	form	of	the	G	dominant	seventh	chord	in	in	which	A	(the	ninth)	substitutes	for	G	
(the	 root).	 Lemmens’s	 third	 natural	 dissonance—B–F–G–E,	 in	 a	 similar	 sense,	 would	 be	
understood	as	yet	another	form	of	the	same	G	dominant	seventh	chord	with	a	different	type	
of	substitution.	 In	 this	case,	E	 (the	sixth	or	 thirteenth	of	 the	original	G	dominant	seventh	
chord)	would	be	heard	as	substituting	for	D	(the	fifth).	As	Lemmens	shows	in	Example	2.23,	






Example	2.25	 is	Lemmens’s	harmonization	of	 “Agnus	Dei.”	Lemmens	 labels	 the	harmoni-
zation	as	being	in	Ut	mode	transposed	to	D.	In	m.	6,	we	see	that	the	syllable	“-di”	of	the	word	

























the	 transitonic	 order.	 Through	 this	 innovation,	 the	 nature	 of	 the	 art	 was	 changed,	 and	 the	
transformation	 was	 complete	 for	 the	 accent	 which	 is	 expressive	 cannot	 exist	 without	 it.”	 Fétis,	
Complete	 Treatise	 on	 the	 Theory	 and	 Practice	 of	 Harmony,	 trans.	 Peter	 Landey,	 lxxiii.	 («	Par	 la	
découverte	de	l’harmonie	dissonant	naturelle,	qui	est	essentiellement	attractive,	Monteverde	ayant	
mis	en	 relation	 les	gammes	diatoniques	avec	 l’échelle	 chromatique,	 le	moyen	de	 transition	d’une	
gamme	dans	une	autre	 fut	 trouvé	 la	modulation	exista,	et	 la	musique	passa,	par	ce	 fait	même,	de	
l’ordre	unitonique	dans	l’ordre	transitonique.	Par	cette	innovation,	le	caractère	de	l’art	fut	changé,	et	




the	chord	of	natural	dissonance	 is	composed	of	diatonic	 intervals,	and	therefore	 it	
does	not	call	for	a	new	tonality.	A	modulation	would	have	to	happen	by	design,	with	
an	intention	to	take	the	music	out	of	the	tonality.	The	essence	of	modulation	resides	




Because	 it	 can	 be	 formed	 diatonically,	 in	 Lemmens’s	 view,	 natural	 dissonance	 does	 not	
automatically	place	a	piece	of	music	outside	what	Fétis	would	refer	to	as	the	unitonic	order.	
Rather,	 the	 inclusion	 of	 natural	 dissonance	 in	 plainchant	 harmonization	 strengthens	 the	
bridge	between	the	two	tonalities,	tonalité	ancienne	and	tonalite	moderne.	As	we	have	noted,	
“tonality”	for	Lemmens	means	“unity”	between	harmony	and	the	diatonicism	of	plainchant.	
A	 good	 harmonization	 would	 respect	 the	 diatonic	 nature	 of	 plainchant	 melodies	 while	




[B]y	 creating	nature,	 God	has	 bestowed	movement	 to	 give	 it	 life.	 The	harmony	of	
nature	must	therefore	be	alive	 in	the	same	way,	and	that	 is	what	happens,	since	it	
	
175	«	Nous	 ne	 pouvons	 admettre	 cette	 théorie	 de	M.	 Fétis.	 En	 effet,	 l’accord	dissonant	 naturel	 est	
composé	d’intervalles	diatoniques	:	il	n’appelle	donc	pas	une	tonalité	nouvelle,	à	moins	d’être	pris,	à	












worth	 mentioning	 are	 Louis	 Lepage’s	 Traité	 de	 l’accompagnement	 du	 plain-chant	:	
concernant	les	notes	étrangères	aux	accords	(published	by	the	monks	of	Solesmes	in	1900)	






of	 modality	 and	 tonality.	 This	 unity,	 he	 believed,	 was	 achievable	 through	 a	 proper	























study	 of	 the	 highest	 importance,	 which	 leaves	 no	 doubt	 about	 the	 harmonic	
characteristic	that	is	proper	to	each	mode.179	
	



























Bf but	also	Fs .	The	addition	of	Bf or	Fs does	not	simply	indicate	a	chromatic	alteration	within	
a	single	mode,	he	claims,	but	a	change	(“transposition”)	of	mode.	According	to	Lemmens,	
these	accidentals,	Bf	and	Fs,	used	for	the	purpose	of	 transposition,	were	traditionally	un-















plainchant	 tonality.	 The	 difference	 between	 the	 two	 methods	 is	 also	 apparent	 in	 their	
cadential	 progressions;	while	Niedermeyer	 and	 d’Ortigue	 place	 their	 focus	 on	 distancing	
their	harmonizations	from	modern	tonality	and	its	familiar	idioms,	Lemmens	aims	to	create	
unity	between	plainchant	modality	and	modern	tonality	by	applying	tonal	idioms	available	
within	 the	 confines	 of	 the	 diatonic	 context.	 For	 example,	 the	 use	 of	 a	 V–I	 cadence,	 the	
quintessential	 progression	 of	 tonal	music,	 is	 avoided	 by	 Niedermeyer	 and	 d’Ortigue	 but	
incorporated	 by	 Lemmens	 in	 his	 harmonizations.	 Lemmens	 believes	 the	 use	 of	 such	 a	
cadence,	when	it	is	constructed	diatonically,	fortifies	the	unity	between	modality	and	tonality.	
In	those	modes	where	a	V–I	cadence	cannot	be	created	without	chromatic	alterations,	as	is	






























The	affinal	pairs,	 he	 says,	 are	Modes	1–2	 (ré)	 and	Modes	9–10	 (la);	Modes	3–4	 (mi)	 and	
Modes	11–12	(si);	and	Modes	5–6	(fa)	and	Modes	13–14	(ut).185	Of	these	six	sets	of	modes,	
Modes	9–14	(la,	si,	and	ut)	are	considered	aigus	(high	in	register),	and	Modes	1–6	(ré,	mi,	and	














































































































































































Lemmens’s	 harmonization	 of	 “Lauda	 Sion”	 is	 shown	 in	 Example	 3.7.	 The	 melody	 is	
transposed	so	that	the	final	is	E,	and	it	is	harmonized	as	a	mixture	of	Modes	8	and	14	(sol	and	
ut	plagal);	the	scales	of	Modes	8	and	14	on	E	are	shown	in	Example	3.8.	In	this	transposed	




















































segment	 from	 the	B	 (on	 the	 syllable	 “-ta”	 of	 “peccáta”)	 to	 the	 E	 (on	 the	 syllable	 “no-”	 of	
























































7f6 Fetes de Decembre. I I. IJ. 
11. S. Damase I. Pape et Confesseur. Sentid. 
Collecte. 
EXAUDI Domine preces nostras : et interveniente bcato Da-maso Confessore tuo atque indulgentiam nobis 
tribue placatus et pacem. Per llO.minum. 
Secrete. 
ACCEPTA tibi sit, Domine, Sacratre plebis oblatio, pro tuorum hon6re Sanctorum : quorum se meritis percepisse de tri-
bulati6ne cognoscit auxilium. I>er Dominum. 
Postcommunion. 
DA, qu:csumus, Domine, fidelibus populis Sanctorum tu6rum semper veneratione lrutari : et corUJn perpetua supplica-
ti6ne muniri. Per D6minum. 
13. S. Lucie Vierge et lVIart. 
AUX I. YEPRES 
Cmnm.e au II. )lj, exct')Jte : 
y. Specie tua et pulchritudine tua. 
Intcnde, pr6spere procede et regna. 
A Magnificat C . • • = • Ant. 1. f _ • • • _ .. • • r. 
Double. 
; .. . 
I N tu- a pa-u- enu- a possedisu animam tu-c •. I • • .I I • ra • • . Luci- a sponsa Christi : am, 
c 
= 
• bl I • • • • ,. • 
. . • • • l'i .li 
odisti qum in Inundo sunt, 
• • • ,.. . • • 
et cortiscas cum Ange- lis : sanguine propri- o in-imi-cum 
b·-- : 
Yi-ci-sti. E u o u a e. 
' 
A l .. A MESSE 
Introit. Dilexisti. 66;. - Collecte. Exaudi nos. 668. 
Q.ui gloriittur. 668. 
Graduel. Dilexisti. 659. 
I 
Fetes de Decembre. IJ. 7i7 
s. c r J ra,.... =·· a. •ra II= :..I Jra J\""r-11 • _.. 
A 1..- le- h'•- ia. iJ. y. Diffu-
1 ra • •• N •• 15•·. 
sa est gra- ti- a in Ia- bi- is tu- is : 
; • I • • • = • = s _..;I, 1 ; • .. . . -i • • • ! 
e-a bcnedixit te De-
llir-1\r •• l'iljj N a •• I =M·;·I .-., ..... p 
us in re-ter- num. 
1£"angile. Simile est regnum crelorum thesauro. 605. 
On dit Credo d cause de l'Octa,,e. 
O.ffertoire. Afl·erentur. 002. 
Secrete. Accepta tibi sit. 6;o. 
Communion. Priucipcs. U;j. 
J>ostcommunion. Satiasti. H;1. 
ACX II. 
Psaumes. 1. Dixit Diius. H3.- 2. Laudilte pueri. - 3. Lreta-
tus sum. 86. - 4. Nisi Dfms. 86. - 5. Lauda Jerusalem. go. 
1. Aont. 7. b ; r • p.1 • II = . . h. I • l'i • • • • 
- ran-te san eta Lti-ci- a, appa-ru- it e- i 
be- a-ta .Agatha, ct conso-labatur ancillam Christi. E u o u a c. 
2. Ant. I r I .,, • • I J • • • I • 7. a - • f!- • L Cci- a virgo, cptid a me pe- tis quod ipsa p6-te-
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from	 Example	 3.9	 (p.	 106),	 which	 should	 be	 Fs	 according	 to	 Lemmens,	 appears	 in	 this	
transposition	as	Bf—marked	by	the	author	with	a	cross	( ).	The	third	line	(Example	3.15c)	










The	 fourteen	 modes	 in	 Lemmens’s	 theory	 are	 categorized	 according	 to	 the	 harmonic	
constitution	of	each;	Lemmens’s	categorization	is	shown	in	Figure	3.1.	For	this	purpose,	he	
conflates	authentic	and	plagal	modes	that	share	the	same	final,	so	he	is	really	dealing	with	
seven	modes	rather	 than	 fourteen	 (see	Note	184,	p.	98).	As	can	be	seen	 in	 the	chart,	 the	
modes	are	first	grouped	into	those	that	are	harmonique	or	melodique.	A	mode	is	“harmonic”	
if	 its	final	serves	as	the	harmonic	fundamental.	A	mode	whose	final	does	not	serve	as	the	










































































Employing	 the	 overtone	 series	 as	 his	 foundation,	 Lemmens,	 like	 Rameau	 before	 him,	
considers	a	mode	more	“natural”	when	its	fundamental	harmony	can	support	a	major	third	
as	 opposed	 to	 a	 minor	 third. 213 	Lemmens’s	 footnote	 for	 Criterion	 3	 adds	 that	 “the	
fundamentals	 of	 the	minor	modes,	 having	 only	 one	whole	 tone	 above	 them,	 are	weaker	
because	of	the	minor	third	which	they	support.”214	By	“having	only	one	whole	tone”	above	
the	fundamental,	Lemmens	means	that	there	is	one	whole	step	followed	by	a	half	step,	and	

















Finally,	Criterion	4	explains	 that	 the	perfect	 fourths	generated	above	each	note	of	 the	sol	
























































9	on	D	 (la	authentic)	with	 the	 addition	of	Bf.	 Lemmens	 explains	 that,	within	 each	of	 the	































modes	 from	 having	 a	 proper	 plagal	 cadence,	 which	 Lemmens	 argues	 is	 an	 importance	
cadence	that	affirms	the	tonality,	particularly	in	a	minor	mode	(a	mode	with	a	minor	third).	
































221 	«	 Ces	 successions	 maladives	 blessent	 le	 sentiment	 tonal,	 parce	 qu’elles	 s’appuient	 sur	 une	
fondamentale	qui	n’est	pas	la	vraie,	notamment	la	fondamentale	la.	»	Lemmens,	127.	
































































When	 E	 is	 taken	 as	 the	 tonic	 of	 Modes	 3	 and	 4,	 as	 was	 commonly	 done	 by	 earlier	
harmonists,230	phrases	of	harmonized	chant	 in	 these	modes	would	mostly	begin	and	end	
















232 	«	 On	 peut	 en	 conclure	 qu’aucune	 gamme	 harmonique	 ne	 commence	 par	 le	 demi-ton	mi–fa,	
autrement	 il	 faudrait	admettre	une	gamme	harmonique	débutant	par	une	métabole,	 ce	qui	 serait	
destructif	de	toute	unité	tonale.	»	Lemmens,	106.	[I	have	translated	the	term	“le	gamme	harmonique”	
here	as	“tonal	scale”	(rather	than	“harmonic”	scale)	 in	order	to	avoid	a	confusion	with	“harmonic	














a	 solution	 to	harmonizing	 the	unusual	 scale	of	 these	modes,	harmonists	 (Lemmens	says)	
resorted	to	raising	G	to	Gs so	that	cadential	progressions	in	these	modes	may	be	understood	



























although	 the	 alteration	 of	 sol	 is	 destructive	 of	 the	 diatonic	 genus	 by	 creating	 an	

















The	 si	 mode	 is	 another	 “melodic”	 mode	 in	 which	 the	 final	 does	 not	 function	 as	 the	
fundamental	 in	Lemmens’s	theory.	The	final	of	the	si	mode,	B,	cannot	be	the	fundamental	































































































to	Lemmens,	 is	 the	scale	used	 in	“Te	Deum”	(Example	3.29).	The	most	notable	difference	
between	 the	 scalar	 constitution	 of	 Mode	 4	 and	 that	 of	 the	 “Locrian”	 mode,	 both	 on	 E	
(Example	3.28),	 lies	 in	 the	 intervallic	relationship	between	the	 fundamental	and	the	note	
above	it,	Fn in	Mode	4 versus	Fs in	the	“Locrian”	mode.	As	mentioned	above,	because	of	the	
half-step	 relationship,	 Lemmens	maintains	 that	 E	 cannot	 be	 the	 fundamental	 of	Mode	 4;	
instead,	he	 identifies	A	as	the	fundamental.	The	“Locrian”	mode,	on	the	other	hand,	has	a	



























































































as	 the	 fundamental	 harmony	 in	 the	 next	 phrase.	 Lemmens	 demonstrates	 both	 ways	 of	


















nearly	 identical	 to	 the	 “with	 métabole”	 version	 of	 Lemmens’s	 example	 (3.35a),	 which	
supports	the	final	E	of	the	arpeggiated	melodic	cadence	with	an	E	minor	chord.	However,	it	













Central	 to	 Lemmens’s	 harmonization	 method	 is	 the	 idea	 that	 each	 mode	 has	 harmonic	
implications;	 both	 the	 harmonic	 and	 the	melodic	 nature	 of	 a	mode	 should	 be	 taken	 into	
consideration	to	create	a	harmonization	that	is	true	to	the	unique	character	of	each	mode.	
To	 achieve	 this,	 it	 is	 important	 to	 properly	 identify	 the	mode	of	 a	melody.	However,	 the	
traditional	eight-fold	system,	according	to	Lemmens,	oversimplifies	the	differences	among	





















We	 have	 seen	 in	 the	 preceding	 chapters	 that	 the	 plainchant	 revival	 movement,	 which	
initiated	 the	plainchant	harmonization	 studies,	played	an	 important	 role	 in	 revealing	 the	
musical	wealth	of	plainchant	modality.	Through	evaluation	of	the	conflicts	that	arise	from	
placing	modal	melodies	 in	 a	 harmonic	 context,	 the	 authors	 of	 plainchant	 harmonization	








harmonization	 that	 defies	 “modern	 tonality,”	 the	 authors,	 in	 effect,	 created	 a	 system	 of	
harmony	that	offered	ways	to	challenge	the	dogma	of	major-minor	tonality.	
	
255	“By	 the	 beginning	 of	 the	 twentieth	 century,	 there	were	 already	 in	 place	 some	 three	 hundred	
organists	in	French	churches	who	were	trained	at	the	school	in	addition	to	forty-one	choir	directors.	
Harmonic	 modality	 dans	 la	 manière	 Niedermeyer	 can	 be	 heard	 in	 thousands	 of	 liturgical	 pieces	
composed	by	French	organists	in	the	second	half	of	the	nineteenth	century.”	Christensen,	263.	
256 	“Niedermeyer,	 teaching	 the	 art	 of	 harmonization	 according	 to	 the	 true	 characteristics	 of	 the	
modes	of	plainchant,	without	the	alterations	borrowed	from	the	minor	mode	with	leading	tone,	gave	
new	 harmonic	 procedures,	 not	 thinking	 that	 they	 could	 be	 used	 outside	 the	 accompaniment	 of	
liturgical	songs.”	(«	Niedermeyer,	en	enseignant	l'art	d'harmoniser	selon	leurs	vrais	caractères	les	
modes	du	plain-chant	 sans	 les	 altérations	 empruntées	 au	mode	mineur	 avec	 sensible,	 donna	des	
procédés	 harmoniques	 nouveaux,	 ne	 songeant	 pas	 qu'ils	 pourraient	 être	 utilisés	 hors	 de	


























in	modern	compositions.	The	author	explains,	 for	example,	 that	 “while	Liszt	used	 the	modes	as	a	
device	for	invoking	a	religious	atmosphere,	Fauré	adopted	modality	as	an	essential	element	in	his	
art.”	 Vincent’s	 book	 is	 a	 survey	 of	 a	 large	 number	 of	 composers	 and	 their	 works	 that	 included	



















This	 chapter	 will	 focus	 on	 three	 composers	 who	 utilized	 some	 form	 of	 modal	 harmony	













Fauré	 spent	 his	 formative	 years	 at	 the	 Niedermeyer	 School,	 studying	 with	






Satie’s	 simple	use	of	modality	 is	 found	 in	 familiar	pieces	 like	 the	Gymnopédies;	an	
example	of	which	includes	a	use	of	the	“modal	V–I”	cadence	(f7"– 1").	Other	pieces	of	



















to	believe,	need	 to	know	and	need	 to	act”	has	 led	 “many	diverse	 influences	 to	act	on	his	
soul”259	and	that	“his	life	in	a	way	has	been	nothing	but	a	passionate,	ongoing	eclecticism.”260	




























































































The	 harmonic	 language	 of	 Liszt’s	 sacred	 choral	 works	 ranges	 from	 strictly	 modal	 (à	 la	
Niedermeyer	and	d’Ortigue)	to	 freely	tonal	(involving	tonalization	of	plainchant	melodies	






[S]ince	we	must	not	separate	what	God	 joins,	 I	do	not	mean	to	break	the	 link	that	
unites	the	expression	with	the	idea,	the	language	of	time	in	the	sense	of	eternity,	art	
at	 its	 ultimate	 end.	Music	 being,	 according	 to	 the	 correct	 definition	 of	 Gerbert	 "a	
transformation	of	 language...,	 the	beginning	of	 regeneration,	 the	 transformation	of	





Otherwise,	 the	 presumed	 differences,	 those	 observed	 alike,	 if	 they	 exist,	 would	
remain.	 For	my	 part,	 I	 admit	 them	 only	 transiently,	 as	 the	 badly	 informed	 friend	
appealing	to	the	better	informed	one.	Your	high	sense	of	art,	your	good	religious	faith,	
your	records	of	doctrine,	of	deeds	and	preference,	are	sure	guarantees	that	you	would	





remain	persuaded	that	sooner	or	 later,	when	the	time	comes,	 I	will	 render	you	an	







in	 his	 setting	 of	 “Pater	 noster”	 from	 the	 oratorio	 Christus.	 “Pater	 noster”	 shows	 the	
composer’s	 expansive	 conception	of	 tonality,	which	 includes	various	harmonic	 languages	













Ton	 sentiment	 élevé	 de	 l'art,	 ta	 religieuse	 bonne	 foi,	 tes	 antécédents	 de	 doctrine,	 de	 fait	 et	 de	
préférence,	me	sont	de	sûrs	garants	que	tu	partagerais	ma	conviction	si	tu	en	connaissais	mieux	les	
arguments	et	motifs	déterminants,	 lesquels	ne	relèvent	pas	d'un	système	 fantasque,	erroné,	mais	
bien	 du	 principe	 qui	 régit	 le	 développement	 naturel,	 organique	 de	 l'art.	 Permets-moi	 donc,	 cher	











noster”	 are	 shown	 in	Examples	 4.2	 and	4.3	 respectively.	 The	Gregorian	 “Pater	 noster”	 is	












was	 written	 (1862),	 we	 can	 possibly	 view	 this	 as	 the	 composer’s	 demonstration	 of	 the	
































































































While	 the	 use	 of	 dissonance	 and	 chromaticism	 distinguishes	 this	 piece	 from	 any	 of	 the	









modal	 harmony	 and	 to	 expand	 the	 harmonic	 language	 beyond	 the	 convention	 of	major-
minor	tonality	by	defying	the	predominance	of	V–I	cadence.	
	



















§ 2. — Du 6° mode, ou 3e plagal.
Dans ce mode, malgré l'emploi fréquent du si bémol, l'analo-
gie avec notre mode majeur devi nt mo ns sensible ; effective-
ment, le fa est finale comme dans le précédent, mais la domi-
nante est la, ce qui donne lieu à l'emploi fréquent de l'accord
qui pour nous est l'accord de la mineur.
Quant aux cadences, elles sont absolument les mêmes que
celles du 5e mode.
Voici l'accompagnement de quelques cadences de ce mode :





























§ 2. — Des cadences du 3e mode.
Lescadencesde cemodesont :
Nous donnons tout de suite la seule harmonie naturelle et
possible de cette cadence n° 1. En effet, on ne peut concevoir
que le fa soit accompagné par son octave fa, ni par sa quinte
si, car la basse fa mi ne ferait que reproduire au grave la pro-
gression de la mélodie, contrairement à la loi des octaves ; et
le si doit être banni d'une manière non moins radicale, puis-
qu'il formerait avec le fa l'accord de quinte mineure ou triton.
Nous disons que cette harmonie est la seule naturelle, parce
qu'elle découle nécessairement des lois et des éléments de la
modalité. Il en est de même pour ce qui est de l'harmonie do
la cadence n° 2, que nous accompagnerons ainsi qu'il suit :
Comme on le voit, cette cadence harmonique est le renverse-
ment de la première ; en sorte que la cadence mélodique fa
mi a pour basse la deuxième cadence mélodique ré mi, et vice
versa. Il en est de même, comme nous l'avons remarqué, pour






petitions,	 which	 can	 be	 grouped	 into	 two	 sections	 based	 on	 the	 nature	 of	 the	 petitions:	
Section	 1	 comprises	 Lines	 1–5,	 Section	 2	 Lines	 6–10. 275 	In	 the	 Gregorian	 version,	 the	
beginning	of	Section	2	is	marked	by	the	restatement	of	the	opening	melodic	segment	G–A–
B–B	(“Pater	noster”);	the	same	motive	begins	Line	6	(“Panem	nostrum”).	In	a	similar	manner,	















276 	The	 melody	 of	 Liszt’s	 Line	 1	 (“Pater	 noster	 qui	 es	 in	 coelis”)	 and	 Line	 6	 (“Panem	 nostrum	
quotidianum”)	is	identical	to	the	Line	6	of	the	Gregorian	melody	(“Panem	nostrum	cotidiánum”).	







The	diagram	 in	Example	4.9	 shows	a	 three-note	melodic	 figure	 as	 it	 appears	 throughout	
Liszt’s	 “Pater	noster,”	at	different	 transpositional	 levels.	Almost	 all	 ten	 sections,	with	 the	









































to	 twenty-one	 (1854–1866).	 In	 his	memoir,	 “Souvenirs,”	 published	 in	La	 Revue	musicale	
(1904),	Fauré	discusses	his	debt	to	the	education	he	received	at	l’École:	“I	would	like	to	say	
today	what…	I	owe	to	the	Niedermeyer	School,	to	the	scope	and	character	of	the	teaching	
that	 was	 delivered	 there	 and	 to	 the	 conditions	 in	 which	 I	 lived	 there	 for	 years.” 279	
	








Throughout	 the	 memoir,	 Fauré	 expresses	 his	 respect	 for	 his	 former	 teacher,	 Louis	
Niedermeyer,	and	regretfully	states	that	“it	is	possible	that	for	the	present	generation,	this	
name	 has	 no	 meaning.	 Such	 forgetfulness	 constitutes	 a	 real	 injustice.”	 Regarding	
Niedermeyer’s	operas	in	particular,	Fauré	explains	that,	within	them,	“one	would	find	real	









what	 resources	 can	even	be	born	 from	 the	 study	and	practice	of	Gregorian	 chant.	
Would	 one	 dare	 to	 affirm	 that	 such	 melodic	 lines	 and	 such	 recent	 harmonic	
discoveries	 have	 their	 roots	 in	 a	 past	 from	 which	 we	 are	 so	 distant	 and	 so	
detached?281	
	
280	Fauré	adds,	 “of	all	 [Niedermeyer’s]	works,	which	seems	 to	me	 to	dominate	 the	others	and	 for	





281 	«	Peut-être	 étonnerais-je	 si	 je	 disais	 combien	 peut	 s'enrichir	 une	 nature	 musicale	 au	 contact	
fréquent	des	maîtres	des	XVIe	et	XVIIe	siècles	et	quelles	ressources	peuvent	même	naître	de	l'étude	















plainchant	 reformation	 movement,	 he	 says	 that	 “it	 is	 rather	 difficult	 to	 establish	 a	
demarcation	between	what	is	a	truly	religious	style	and	what	is	not.	That	will	vary	according	







































of	 the	article,	 in	English,	 states:	 “A	closer	examination	of	Fauré’s	Requiem	op.	48	reveals	 that	 the	
composer	was	deeply	influenced	by	Niedermeyer’s	teaching	of	‘medieval’	chant	accompaniment.	But	
at	the	same	time,	he	went	further	by	combining	modal	and	tonal	features,	creating	thus	a	genuine	
harmonic	 and	 melodic	 language	 of	 a	 ‘musique	 française,’	 reflecting	 the	 experience	 of	 a	 newly	
discovered	and	heard	 ‘musique	médiévale.’”	Stefan	Morent,	“Das	Mittelalter	im	19.	Jahrhundert	in	





























d’Ortigue’s	 approach	 with	 occasional	 uses	 of	 seventh	 chords	 and	 non-chordal	 melodic	
elaborations;	 see	 m.	 3,	 for	 example.	 In	 this	 sense,	 the	 harmonization	 style	 of	 “Pie	 Jesu”	
resembles	Lemmens’s	style	of	plainchant	harmonization.286	Unlike	the	earlier	harmonists,	
Lemmens	was	 not	 resistant	 to	 the	 idea	 of	 incorporating	 aspects	 of	modern	 tonality	 into	
plainchant	 harmonization,	 believing	 that	 the	 inclusion	 of	 dissonance	 and	 melodic	
elaboration	allows	for	an	artistic	fusion	of	tonality	and	modality.	Lemmens’s	concern	was	
not	to	establish	a	clear	distinction	between	the	two	but	to	create	a	harmonic	language	that	








The	 majority	 of	 these	 two-measure	 segments	 conclude	 with	 a	 melodic	 cadence	 using	 a	
lower-neighbor	motion.	The	first	instance	of	such	a	melodic	cadence,	D–C–D,	is	heard	in	m.	
3;	beginning	with	this	cadence,	the	melody	continues	to	hover	around	D	through	m.	6.	The	
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is	 identical	 to	Niedermeyer	and	d’Ortigue’s	 cadence	 (Example	4.14)	except	 for	 the	Fs	 (as	














The	 bass	 G	 creates	 the	 relatively	 unstable	 interval	 of	 a	 fourth	with	 the	 C	 in	 the	melody.	
Without	 deciding	whether	 this	 fourth	 should	 count	 as	 a	 consonance	 or	 a	 dissonance	 (an	
endless	 debate	 in	 harmonic	 theory	 since	Rameau),	 one	may	 say	 that	 the	 relatively	weak	






4.16a).291 	Compare	 Niedermeyer	 and	 d’Ortigue’s	 harmonization	 in	 Example	 4.17,	 which	
shows	a	non-final	plagal	cadence	used	to	support	a	melodic	cadence	4–3–1;	Example	4.16b	















Example	 4.15a	 resembles	 Lemmens’s	 harmonic	 setting	 of	 the	D–C–D	melodic	 cadence	 in	
Mode	1;	we	have	seen	this	cadence	in	his	harmonization	of	“Salve	Regina,”	reproduced	below	












in	Andrew	Pau’s	 “Plagal	Systems	 in	 the	songs	of	Fauré	and	Duparc”	 (Theory	and	Practice,	Vol.	41	
[2016],	 pp.	 81–111).	Pau	 states:	 “From	 the	 larger	 standpoint	 of	music	 theoretical	 discourse,	 it	 is	
perhaps	fitting	that	numerous	examples	of	plagal	systems	(Kaplan’s	‘antimatter’)	can	be	found	in	a	
corner	of	the	repertoire	that	constitute	a	kind	of	‘counterculture’	set	against	the	‘dominant	culture’	







d’Ortigue’s	 cadence	 for	Modes	 1	 and	2,	 it	would	 not	 be	 accurate	 to	 identify	 the	mode	 of	
Fauré’s	opening	melody	(mm.	2–3)	as	Mode	1	or	2	on	D.	Considering	the	key	signature,	which	
includes	Bf	and	Ef,	it	is	more	plausible	to	interpret	the	mode	of	the	melody	as	Mode	4	on	D	
(Example	4.19).	 In	 fact,	 the	cadence	 in	m.	3,	which	concludes	with	a	D	major	chord,	even	
resembles	one	of	Gevaert’s	Mode	4	cadences,	shown	as	2e	Cadence	finale	 in	Example	4.20,	



















(tonic	 harmony)	 are	 consistently	 aligned.	 Following	 this	 convention,	 harmonists	 like	
Niedermeyer	and	d’Ortigue,	as	well	as	Gevaert,	give	the	harmonic	function	of	tonic	to	a	triad	
built	upon	the	final	of	the	melody.	In	other	words,	the	tonic	harmony	of	a	melody	whose	final	
is	D	would	 be	 either	D	minor	 or	D	major	 (the	 latter	 only	 if	 the	mode	were	 transposed).	
Despite	the	apparent	structural	significance	placed	on	the	tone	D	in	m.	3	of	“Pie	Jesu,”	the	
harmonic	 function	 of	 a	 D	 major	 chord	 is	 apparently	 subordinate	 to	 the	 tonic	 Bf	 major	
harmony.	The	degree	of	conflict	created	between	the	key	of	Bf	major	and	the	supposed	mode	










































Beginning	with	 the	 establishment	of	D	 as	 a	 structural	 tone	 through	 the	use	of	 the	1–7–1	
cadence,	the	cadential	progressions	of	“Pie	Jesu”	at	times	seem	to	be	melodically	directed.	
That	 is	 to	say,	 the	melodic	cadences	 in	 the	soprano	voice	seem	to	serve	a	 leading	role	 in	



























































C–Ef,	 to	 the	 octave	 D–D	 (m.	 20,	 soprano	 and	 lower	 tenor).	 This	 is	 the	 standard	 perfect	




























by	 an	 A	major	 chord.	 The	 two-measure	 unit,	 mm.	 23–24,	 begins	 with	 a	 half-diminished	
seventh	chord	built	on	Bn	(Bn–D–F–A);	this	chord	is	expanded	through	a	voice	exchange	and	
reiterated,	 in	 first	 inversion,	 on	 the	 downbeat	 of	 m.	 24.	 The	 C	 in	 the	 top	 voice	 on	 the	
downbeat	 of	m.	 24,	 in	 this	 interpretation,	 would	 be	 a	 suspension	 carried	 over	 from	 the	
preceding	A	minor	 chord.	The	A,	 the	 seventh	of	 the	apparent	Bn	 half-diminished	 seventh	















































17).	 The	 harmonic	 progression	 here	 is	 identical	 to	 that	 of	m.	 24	 of	 “Pie	 Jesu.”	 The	 same	
cadential	progression	can	also	be	found	in	mm.	16	and	17	of	“Libera	Me,”	which	accompanies	






























obvious,	 the	 cadential	 progression	of	m.	 38	may	be	 interpreted	 as	 a	plagal	 cadence	with	




need	 for	 the	Bf	 to	 resolve	down	 in	 this	plagal	 interpretation	because	 it	 is	 the	 fifth	of	 the	
subdominant	chord.	



















pentatonic	and	 tonal	 traditions.	 “[In]	 the	absence	of	 the	 leading	 tone,”	he	explains,	 “scale	
degree	 6	 assumes	 a	 special	 prominence	 and	 stands	 in	 a	 ‘stepwise’	 relationship	 to	 the	
tonic…”298		

























While	 the	 credit	 is	 often	 given	 to	 Claude	 Debussy	 for	 creating	 the	 “modern”	 harmonic	
language,	Debussy	himself	recognized	Satie	as	a	significant	influence:	
Satie,	 you	 never	 had	 greater	 admirers	 than	Ravel	 and	myself;	many	 of	 your	 early	
works	had	a	great	influence	on	our	writing.	Your	Prelude	de	la	porte	héroïque	du	ciel	
was	 to	 us	 a	 revelation,	 so	 original,	 so	 different	 from	 that	Wagnerian	 atmosphere	
which	has	surrounded	us	in	later	years.300	
Satie	did	not	care	much	for	dramatic,	large-scale	genres	like	grand	opéra.	Once	described	by	












































l’Église	 métropolitaine	 d’art	 de	 Jésus	 conducteur,	 Satie	 appointed	 himself	 the	 Maître	 de	
chapelle	 and	 composed	 Messe	 des	 pauvres.	 In	 an	 “epistle”	 entitled	 Œuvre	 de	 l’église	
métropolitaine	d’art,	Satie	addresses	Catholic	artists	and	all	Christians,	declaring:	
We	shall	make	of	it	a	refuge	where	Catholicism	and	the	Arts,	which	are	indissolubly	











































that	 of	 plainchant;	 there	 is	 no	 set	meter,	 no	 bar	 lines,	 nor	 any	 symmetrical	 divisions	 of	
phrases.	As	is	the	case	in	plainchant,	the	flexibility	of	Satie’s	phrasing	seems	to	be	shaped	by	
the	 rhythm	 of	 the	 text.307	There	 are	 no	 texts	 at	 the	 beginning	 of	 the	movement,	 but	 the	
phrasing	of	the	opening	relates	to	the	harmonic	setting	of	the	text,	which	begins	in	the	fifth	
system	 on	 the	 printed	 score.	 Once	 the	 chorus	 enters,	 the	 music	 alternates	 between	 the	
chorus	and	solo	organ	in	a	manner	that	resembles	the	convention	of	organ	mass.	In	an	organ	
mass,	 the	 organ	 replaces	 parts	 of	 the	 Ordinary	 and	 Proper	 of	 the	 Mass	 and	 plays	 in	




order.	 There	 is	 a	 total	 of	 seven	 different	melodic	 segments	 that	 are	 sung	 by	 the	 chorus	
	







[le]	 souffle	 mélodique	 que	 Charles	 Bordes	 appelait	 la	mélodie	 continue,	 c’est-à-dire	 «	 une	 suite	









































The	melodic	goal	of	Melody	1,	which	consists	of	 three	 three-note	 fragments	 (A,	B,	and	C;	
Example	4.37)	is	D.	The	Fs	in	Fragment	B	gravitates	the	melody	upward	to	G,	but	after	an	
alteration	of	Fs	to	Fn	in	Segment	C,	the	melody	ultimately	settles	on	D	in	a	downward	motion,	
Fn–D.	When	Melody	2	 (Example	4.38)	enters	 in	Chords	2.4–2.11,	 there	 is	a	 rather	abrupt	
change	in	the	characteristic	of	the	music.	While	the	overall	melodic	direction	of	Melody	1	is	
downward,	 Melody	 2	 emphasizes	 an	 ascending	motion	 with	 reiteration	 of	 an	 ascending	
major	 third,	 C–E.	 The	 emphasis	 on	 E	 in	 Fragment	 B	 of	 Melody	 2	 is	 supported	 by	 the	
contrapuntal	resolution	of	a	minor	sixth	Fs–D	to	an	octave	E–E	in	the	outer	voices	(Example	
4.39).	 The	 Ef	 creates	 a	 chromatic	 conflict	 with	 both	 the	 Fs	 and	 En;	 without	 the	 Ef,	 the	































Modes	7	 and	8;	Niedermeyer	 and	d’Ortigue	do	not	 alter	 the	7,	while	Gevaert	 raises	 it	 to	
emulate	the	leading-tone	function	of	tonal	music.	An	interpretation	that	combines	Example	





















































Voici toutefois une autre manière d'accompagner cette
seconde cadence :
Pour ce qui est de la cadence n° 3, le sol faisant partie de
l'harmonie de l'accord final de mi, il est évident que l'acte de
cadence se fait sur cette note sol, et que le mi qui la suit n'est
qu'une prolongation ou le complément de la terminaison. Voici
l'harmonie de cette cadence :
Toutefois, dans certains cas, et pour plus de variété, la
cadence pourrait avoir lieu sur les notes sol et mi, ce qui don-
nerait alors l'harmonie suivante, qui caractérise d'ailleurs









A	 minor-third	 descent	 also	 appears	 as	 part	 of	 a	 melodic	 cadence	 for	 Modes	 1	 and	 2	 in	

























































Example	 4.52	 summarizes	 the	 hypothetical	 derivation	 of	 Satie’s	 Cadence	 1	 from	 a	
combination	of	Niedermeyer	and	d’Ortigue’s	and	Gevaert’s	cadences	for	Modes	3	and	4.	For	






























Melody	 1	 and	 its	 cadential	 progression	 (Cadence	 1).	 This	 conflict	 is	 developed,	 both	
melodically	 and	 harmonically,	 in	 the	 setting	 of	 “Dixit	 domine,”	 which	 closes	 the	 Kyrie	
movement	(Example	4.53).	The	progression	bracketed	in	red,	which	I	refer	to	as	Cadence	3,	


















G),	 the	 final	 note	 of	 which,	 G,	 is	 harmonized	with	 a	 G	major	 triad.	 The	 G	major	 triad	 is	
approached	by	an	F	major	triad,	settling	the	previously	mentioned	Fs–Fn	conflict	with	an	Fn.	



















in	 no	 apparent	 order.	 Although	 the	 phrases	 are	 not	 in	 any	 clear	 key	 nor	 mode,	 Satie’s	
harmonization	at	times	resembles	some	plainchant	cadences.	Satie’s	cadences	that	resemble	
plainchant	harmonization	often	include	a	tone	that	hinders	the	progression	to	belong	in	a	













photomontage,	 and	 found-object	 construction.	 These	 ideas	 are	 expressed	 through	
techniques	 like	 cut-ups	 (découpé).	 In	 cubist	 artwork,	 for	 example,	 objects	 are	 analyzed,	
broken	up	and	reassembled	in	an	abstracted	form:	instead	of	depicting	objects	from	a	single	
viewpoint,	 the	 artist	 depicts	 the	 subject	 from	a	multitude	of	 viewpoints	 to	 represent	 the	
subject	in	a	greater	context.	Pablo	Picasso	is	a	representative	of	this	movement	in	the	field	
of	 visual	 art,	 and	 Satie	 collaborated	 with	 Picasso	 on	 a	 ballet,	 Parade.	 Peters	 notes	 that	
“[d]uring	the	early	years	of	the	first	World	War,	Satie	became	close	friends	with	Diaghilev,	













The	melodically	 oriented	 homophonic	 setting	 is	 an	 idiosyncrasy	 of	 Satie’s	 compositional	
style	 that	may	 show	 the	 influence	 of	 plainchant	 harmonization.	 Construction	 of	melody-




contains	 a	 single	 color.	 The	 number	 of	 harmonic	 settings	 is	 infinite,	 because	 the	
melody	is	an	expression	within	the	Expression.	Let	us	not	forget	that	the	melody	is	
the	 idea,	 the	 frame,	 and	 thus	 the	 form	 and	 fabric	 of	 the	 work.	 Harmony	 is	 the	
elucidation,	accentuation	and	reflection	of	an	object.322	
	






322 	«	L’examen	 sérieux	 d’une	 mélodie	 constituera	 toujours,	 pour	 l’élève,	 un	 excellent	 exercice	
harmonique.	Une	mélodie	n’a	pas	son	harmonie,	pas	plus	qu’un	paysage	n’a	sa	couleur.	La	situation	








in	 almost	 all	 [other]	 French	 composers,	 one	 finds,	 like	 a	 need	 of	 nature,	 a	 latent	




Admirers	 of	 Satie	 like	 Jacob	 viewed	 Satie’s	 naivety	 as	 a	 characteristic	 that	 allowed	 the	
composer	to	tap	into	“the	Gregorian	soul.”	The	composer	himself	apparently	found	a	sense	



















members	 of	 Société	 Musicale	 Indépendante	 led	 by	 Maurice	 Ravel.326 ,327 	Here,	 in	 a	 letter	
written	to	his	brother,	Satie	describes	the	situation	in	a	rather	sarcastic	manner:	





















Nationale,	which	was	 directed	 by	Vincent	 d’Indy	 and	 closely	 associated	with	 the	 Schola.	Michele	









understanding	 of	 the	 tonality	 of	 plainchant	 in	 comparison	 to	 modern	 tonality,	 and	 this	
process	 required	 a	 clear	 grasp	 of	 tonality	 itself.	 Through	 their	 attempts	 to	make	 a	 clear	







which	 a	modal	melody	may	 be	 harmonized.	 The	 diverse	 possibilities	 of	modal	 harmony	




the	 influences	 of	 the	 plainchant	 harmonization	 studies.	 Their	 works	 cultivate	 harmonic	
languages	 that	 lie	 beyond	 the	 confines	 of	 major-minor	 tonality	 in	 ways	 different	 from	
extreme	chromaticism	or	denial	of	tonality.	Further	study	can	reveal	more	about	the	works	
of	not	only	these	three,	but	of	later	composers	who	also	incorporated	neo-modality	in	their	
works,	like	Claude	Debussy,	Maurice	Ravel,	Maurice	Duruflé,	and	Francis	Poulenc. 	
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41	(2016):	81–111.		
	
Peeters,	Flor.	Méthode	pratique	pour	l’accompagnement	du	Chant	Grégorien.	Paris:	Dessain	
et	Tolar,	1949.	
	
Peters,	Lindsey.	“Erik	Satie	and	his	influence	on	music	in	France	in	the	twentieth	century,”	
Honors	Theses.	1028.	University	of	Richmond,	1968.	
	
Potier,	Chanoine	Francis.	L’Art	de	l’accompagnement	du	chant	grégorien	:	défense	et	
illustration	de	l’harmonie	grégorienne	et	essai	de	bibliographie	critique.	Paris:	Desclée	
&	Cie,	1946.	
	
Shironishi,	Plainchant	Reformation	and	Neo-Modality																																																																	 													Bibliography	
 224	
Powers,	Harold	S.,	Frans	Wiering,	James	Porter,	James	Cowdery,	Richard	Widdess,	Ruth	
Davis,	Marc	Perlman,	Stephen	Jones,	and	Allan	Marett.	"Mode."	Oxford	Music	
Online.	2001;	Accessed	28	July	2020.	https://doi-org.ezproxy.gc.cuny.edu/	
10.1093/	gmo/9781561592630.article.43718	
	
Quinn,	Erika.	Franz	Liszt:	A	Story	of	Central	European	Subjectivity.	Boston:	Brill,	2014.	
	
Romanou,	Katy	et	al.,	“Greece,”	Oxford	Music	Online,	March	28,	2019.	Accessed	24	April.	
2020.	https://doi-org.ezproxy.gc.cuny.edu/10.1093/omo/	
9781561592630.013.3000000167.	
	
Rothstein,	William.	“Common-tone	Tonality	in	Italian	Romantic	Opera:	An	Introduction,”	
Music	Theory	Online.	Vol.	14,	No.	1	(2008).	
	
Satie,	Erik.	Ecrits.	ed.	Ornella	Volta.	Paris:	Éditions	Champ	libre,	1977.	
	
Schellhous,	Rosalie.	"Fétis's	‘Tonality’	as	a	Metaphysical	Principle:	Hypothesis	for	a	New	
Science."	Music	Theory	Spectrum,	Vol.	13,	no.	2	(1991):	219–40.		
	
Steinberg,	Michael.	"Gabriel	Fauré:	Requiem,	Op.	48."	Choral	Masterworks:	A	Listener's	
Guide.	Oxford:	Oxford	University	Press,	2005,	131–137.	
	
Steiner,	Ruth,		Keith	Falconer,	and	John	Caldwell.		2001.	“Te	Deum,”	Grove	Music	Online;	
accessed	20	May.	2020.	https://doi-org.ezproxy.gc.cuny.edu/10.1093/gmo/	
9781561592630.	article.27618	
	
Terry,	Jason.	"A	History	of	the	Plagal-Amen	Cadence.”	DMA	diss.,	University	of	South	
Carolina,	2016.	
	
Vincent,	John.	The	Diatonic	Modes	in	Modern	Music.	Berkeley:	University	of	California	Press,		
1951.	
	
Volta,	Ornella.	Satie:	Seen	through	His	Letters.	London:	Marion	Boyars	Publishers	Ltd.,	1989.	
	
Walker,	Alan,	Maria	Eckhardt,	and	Rena	Charnin	Mueller.	"Liszt,	Franz."	Oxford	Music	
Online.	2001;	accessed	on	4	August	2020.	https://doi-org.ezproxy.gc.cuny.edu/	
10.1093/gmo/9781561592630.article.48265	
	
Wilhelm,	András.	“Erik	Satie’s	Gregorian	Paraphrases,”	Studio	Musicological	Academiae	
Scientarium	Haungaricae,	T.	25,	Fasc.	1/4	(1983):	229–237.	
	
Williams,	Peter.	The	Organ	in	Western	Culture:	750–1250.	Cambridge,	United	Kingdom:	
Cambridge	University	Press,	1993.	
	
	
